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Primitive Art

Franz Boas

Thae general principles discussed in the preced-
ing chapters, may now be clucidated by a dis-
cussion of the style of the decorative art of the
Indians of the North Pacific Coast of North
America.

Two styles may be distinguished: the man’s
style expressed in the art of wood carving and
pamting their derivatives; and the
wommar’s style which finds expression in weav-
ng, basketry, ard embroidery.

The two styles are fundamentally distiner.
The former is symbolic, the latter formal. The
symbolic art has a certain degree of realism
and is fuil of meanicg. The formal art has, at
most, pattern nares ad no espedally marked
significance.

and

We shall discuss the symbolic arr first. Its
cssential characteristics are an almost absolute
disregard of the principles of perspective, em-
phasis of significart symbols and an arrange-
ment dictated by the form of the decorative
field.

While +he Eskimo of Arctic America, the
Chukclee and Korvak of Siberia, the Negroes
and many other people use carvings in the
round which serve no practical ends, but arce
made for the sake of representing a figure, -
fran, ammal, or supernatural being, — almos:
all the work of the Indian artist of the region
that we are considering serves at the same
end. When making simple to-
che artist is free to shape his

time a useful
<ermic figures,

subjects without adapting them 1o the forms
of utensils, but owing to their large size, he s
fimited by the cylindrical form of the trunk of
the tree from which they arc carved. The na-
tive artist is almost always restrained by the
shane of the object to which the decoration is
applied.

The technical perfection
paintings, the exactness and  daring
compaosition and lines prove that realistic rep-
resentations are not beyond the powers of the

of carvings and
of

artist. This may also be demonstrated by a few
cxquisite cxamples of realistic carvings. The
heimet shown in figure 1.1 is decorated with
the head of an old man affected with partial
paralysis. Undoubtedly this specimen must be
considered a portrait head. Nouse, eves, mouth
and the general expression, are highly charac-
teristic, [n a mask {figure 1.2} representing a
dying warrios, the artist has shown faizhfully
the wide ower jaw, the pentagonal face, and
the strong nose of the [ndian. The relaxing
muscles of mouth and tongue, the drooping
eyelids, and the motionless cveballs, mark the
agonies of death, Figare 1.3 represents a recent
carving, a human figure of rare cxceilence.
Posnire and drapeey are free of all the formal
characteristics of North West coast style, Only
the treatiment of the eye and the facial painting
betray its ethnic origin. Here belongs also
the realistic head previously referred to, made
by the Kwakiut] Indians of Vancouver Isiand
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Figure 1.2 Mask
Tlingit

representing dying warrior,

(figure 1.4), which is used in a ceremony and
intended to deceive the spectators who are
made to believe that it is the head of a decapi-
tated dancer.

When the artist desires realistic truth he is
quite able to attain it. This is not often the
case; generally the object of artistic work is
decorative and the representation follows the
principles developed in decorative art.

When the form of the decorative field per-
mits, the outline of the animal form is retained.
The size of the head is generally stressed as
against that of the body and of the limbs.
Eyes and eyebrows, mouth and nose are given
great prominence. In almost all cases the eye-
brows have a standardized form, analogous to

Figure 1.3 Carved figure, British Columbia

that in which the Indian likes to trim his own
eyebrows, — with a sharp edge on the rim of the
orbits, and a sharp angle in the upper border,
the brows being widest at a point a little out-
ward from the center, tapering to the outer and
inner angles and ending quite abruptly at both
ends. The eye is also standardized. In many
cases it consists of two outer curves which
indicate the borders of the upper and lower
eyelids. A large inner circle represents the eye-
ball. The lip lines are always distinct and bor-
der a mouth which is given an extraordinary
width. Generally the lips are opened wide
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Figure 1.4 Carved head used in ceremonial,
Kwakiutl Indians

enough to show the teeth or the tongue.
Cheeks and forchead are much restricted in
size. The trunk is not elaborated. The ears of
animals rise over the forehead (Figure 1.5).
These are almost always applied in reproduc-
tions of mammals and birds, while they arc
generally missing in those of the whale, killer-
whale, shark and often also of the sculpin. The
human ear is represented in its characteristic
form, on a level with the eye (figure 1.6).
Whales and fish often have round eyes, but
exceptions occur (figure 1.26).

For clear presentation of the principles of
this art it seems advantageous to treat the sym-
bolism and the adjustment of the animal form
to the decorative field before taking up the
purely formal elements.

Figure 1.5a is a figure from the model of a
totem pole, which represents the beaver. Its
face is treated somewhat like a human face,
particularly the region around eyes and nose.
The position of the ears, however, indicates
an animal head. The two large incisors serve
to identify the rodent par excellence, — the

Figure 1.5 Carvings representing the beaver,
from models of Haida totem poles carved in slate

Figure 1.6 Mask with eyebrows symbolizing the
squid, Tlingit

beaver. The tail is turned up in front of the
body. It is ornamented by cross-hatchings
which represent the scales on the beaver’s
tail. In its forepaws it holds a stick. The
nose is short and forms a sharp angle with
the forehead. The nostrils are large and indi-
cated by spirals. The large incisors, the tail
with cross-hatchings, the stick, and the form
of the nose are symbols of the beaver and the
first two of these are sufficient characteristics
of the animal.

Figure 1.5b is another representation of a
beaver from the model of a totem pole. It
resembles the former one in all details, except
that the stick is missing. The beaver is merely
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holding its three-toed forepaws raised to the
chin. In other carvings the beaver is shown
with four or five toes, but the symbols de-
scribed here never vary.

On the handle of a spoon (figure 1.7), the
head and forepaws of the beaver are shown;
and in its mouth are indicated an upper pair of
incisors, all the other teeth being omitted. The
scaly tail is shown on the back of the spoon.
The nose differs from the one previously de-
scribed only in the absence of the spiral devel-
opment of the nostril. Its form and size agree
with the preceding specimens.

In the centre of the front of a dancing head-
dress (figure 1.8), a beaver is represented in
squatting position. The symbols mentioned be-
fore will be recognized here. The face is
human, but the ears, which rise over the fore-
head, indicate that an animal is meant. Two
large pairs of incisors occupy the center of the
open mouth. The tail, with cross-hatchings, is
turned up in front of the body, and appears
between the two hind legs. The forepaws are
raised to the height of the mouth, but they do
not hold a stick (for additional representations
of the beaver see figures 1.26, 1.29, 1.30,

Figure 1.7 Carving from handle of spoon repre-
senting beaver, Tlingit

Figure 1.8 Headdress representing beaver; a
dragonfly is shown on the chest of the beaver,
Haida

1.31). The nose is short, with large round nos-
trils and turns abruptly into the forehead. On
the chest of the beaver another head is repre-
sented over which a number of small rings
stretch upward. This animal represents the
dragon-fly, which is symbolized by a large
head and a slender segmented body. lIts feet
extend from the corners of its mouth towards
the haunches of the beaver. Its face resembles a
human face; but the two ears, which rise over
the eyebrows, indicate that an animal is meant.
In many representations of the dragon-fly
there are two pairs of wings attached to the
head. Combinations of two animals similar to
the present one are found frequently, as in
figures 1.14 and 1.19.

In a painting from a Kwakiutl housefront
(figure 1.9), which was made for me by an
Indian from Fort Rupert, the large head with
the incisors will be recognized. The scaly tail
appears under the mouth. The broken lines (1)
around the eyes, indicate the hair of the bea-
ver. The design on each cheek (3) the bones of
the face, the high point of the nose (2) its
sudden turn. The nostrils are large and round
as in the specimens described before. Under
the corners of the mouth are the feet. The
meaning of the two ornaments over the head
is doubtful.

[...]

Having thus become acquainted with a few
of the symbols of animals, we will next inves-
tigate in what manner the native artist adapts
the animal form to the object he intends to
decorate. First of all, we will direct our atten-
tion to a series of specimens which show that
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Figure 1.9 Painting for a house-front placed
over the door, representing the beaver, Kwakiutl
Indians

he endeavors, whenever possible, to represent
the whole animal on the object that he desires
to decorate.

[...]

Figure 1.10 represents a dish in the shape of
a seal. The whole dish is carved in the form of
the animal; but the bottom, which corres-
ponds to the belly, is flattened, and the back
is hollowed out so as to form the bowl of the
dish. In order to gain a wider rim the whole

back has been distended so that the animal
becomes inordinately wide as compared to its
length. The flippers are carved in their proper
positions at the sides of the dish. The hind
flippers are turned back, and join the tail
closely. A similar method of representation is
used in decorating small boxes. The whole
box is considered as representing an animal.
The front of the body is painted or carved on
the box front; its sides, on the sides of the
box; the hind side of the body, on the back
of the box (see figure 1.11). The bottom of
the box is the animal’s stomach; the top, or
the open upper side, its back. These boxes are
bent of a single piece of wood and are repre-
sented here unbent.

In the decoration of silver bracelets a similar
principle is followed, but the problem differs
somewhat from that offered in the decoration
of square boxes. While in the latter case the
four edges make a natural division between the
four views of the animal, — front and right
profile, back and left profile, — there is no
such sharp line of division in the round brace-
let, and there would be great difficulty in
joining the four aspects artistically, while
profiles offer no such difficulty. This is the
method of representation adopted by the na-
tive artists (figure 1.12). The animal is im-
agined cut in two from head to tail, so that
the two halves cohere only at the tip of the
nose and at the tip of the tail. The hand is
put through this hole, and the animal now
surrounds the wrist. In this position it is repre-
sented on the bracelet. The method adopted is

Figure 1.10 Grease dish representing seal
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Figure 1.11 Carved trays
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therefore identical with the one applied in the
hat (figure 1.13), except that the central open-
ing is much larger, and that the animal has
been represented on a cylindrical surface, not
on a conical one.

An examination of the head of the bear shown
on the bracelet (figure 1.12), makes it clear that
this idea has been carried out rigidly. It will be
noticed that there is a deep depression between
the eyes, extending down to the nose. This shows
that the head itself must not be considered a
front view, but as consisting of two profiles
which adjoin at mouth and nose, while they are
not in contact with each other on a level with the
eyes and forehead. The peculiar ornament rising
over the nose of the bear, decorated with three
rings, represents a hat with three rings which
designate the rank of the bearer.

We have thus recognized that the represen-
tations of animals on dishes and bracelets (and
we may include the design on the hat, figure
1.13) must not be considered as perspective
views, but as representing complete animals
more or less distorted and split.

The transition from the bracelet to the paint-
ing or carving of animals on a flat surface is

Figure 1.13 Wooden hat with carving represent-
ing sculpin

not a difficult one. The same principle is ad-
hered to; and either the animals are repre-
sented as split in two so that the profiles are
joined in the middle, or a front view of the
head is shown with two adjoining profiles of
the body. In the cases considered heretofore the
animal was cut through and through from the
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mouth to the tip of the tail. These points were
allowed to cohere, and the animal was
stretched over a ring, a cone, or the sides of a
prism. If we imagine the bracelet opened, and
flattened in the manner in which it is shown in
figure 1.12, we have a section of the animal
from mouth to tail, cohering only at the
mouth, and the two halves spread over a flat
surface. This is the natural development of the
method here described when applied to the
decoration of flat surfaces.

It is clear that on flat surfaces this method
allows of modifications by changing the
method of cutting. When the body of a long
animal, such as that of a fish or of a standing
quadruped, is cut in this manner, a design re-
sults which forms a long narrow strip. This
mode of cutting is therefore mostly applied in
the decoration of long bands. When the field
that is to be decorated is more nearly square,
this form is not favorable. In such cases a
square design is obtained by cutting quadru-
peds sitting on their haunches in the same
manner as before, and unfolding the animal
so that the two halves remain in contact at
the nose and mouth, while the median line at
the back is to the extreme right and to the
extreme left.

Figure 1.14 (a Haida painting) shows a de-
sign which has been obtained in this manner. It
represents a bear. The enormous breadth of
mouth observed in these cases is brought
about by the junction of the two profiles of
which the head consists.

This cutting of the head is brought out most
clearly in the painting, figure 1.15, which also
represents the bear. It is the painting on the
front of a Tsimshian house, the circular hole
in the middle of the design being the door of
the house. The animal is cut from back to
front, so that only the front part of the head
coheres. The two halves of the lower jaw do
not touch each other. The back is represented
by the black outline on which the hair is indi-
cated by fine lines. The Tsimshian call such a
design “bears meeting”, as though two bears
had been represented.

In a number of cases the designs painted on
hats must also be explained as formed by the
junction of two profiles. This is the case in the
painted wooden hat {(figure 1.16), on which
the design of a sculpin is shown. It will be
noticed that only the mouth of the animal

Figure 1.14 Painting representing bear, Haida

Figure 1.15 Painting from a house-front repre-
senting a bear, Tsimshian

coheres, while the eyes are widely separated.
The spines rise immediately over the mouth.
The flippers are attached to the corners of the
tace, while the dorsal fin is split into halves,
each half being joined to an eye.
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Figure 1.16 Wooden hat with the design of a
sculpin, Haida

The beaver (figure 1.17) has been treated in
the same manner. The head is split down to the
mouth, over which rises the hat with four
rings. The split has been carried back to the
tail, which, however, is left intact, and turned
up towards the centre of the hat. The import-
ance of the symbols becomes very clear in this
specimen. If the two large black teeth which
are seen under the four rings, and the rail with

the cross-hatchings, were omitted, the figure
would represent the frog.

In other designs the cut is made in the op-
posite direction from the one described hereto-
fore. It passes from the chest to the back, and
the animal is unfolded so that the two halves
cohere along the middle line of the back. This
has been done in the Haida tattooings, figures
1.18 and 1.19, the former representing the
duck, the latter the raven. In both the tail is
left intact. The duck has been split along the
back so that the two halves of the body do not
cohere except in their lowest portions, while
the two halves of the raven are left in contact
up to the head.

Figure 1.20 is a dancing-apron woven from
mountain-goat wool, and fastened to a large
piece of leather, the fringes of which are set
with puffin beaks. The woven design repre-
sents the beaver. Its symbols, the two pairs of
incisors and the scaly tail, are clearly repre-
sented. While in most carvings and paintings
the tail is turned upward in front of the body, it
is hanging down here between the two feet.
The meaning of the ornaments in the upper
part of the apron to the right and to the left
of the head is not quite clear to me, but, if they
are significant at all, I believe they must be
considered as the back of the body split and
folded along the upper margin of the blanket.
If this explanation is correct, we have to

Figure 1.17 Hat made of spruce roots painted with design of a beaver, Haida or Tsimshian
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Figure 1.19 Tattooing representing a raven, Haida

consider the animal cut into three pieces, one
cut running along the sides of the body, the
other one along the back.

Figure 1.21 shows the design on a leather
legging, a beaver squatting on a human head.
In this specimen we observe that the propor-
tions of the body have been much distorted
owing to the greater width of the legging at
its upper part. The head has been much en-
larged in order to fill the wider portion of the
decorative field.

The gambling-leather (figure 1.22) is trea-
ted in a similar manner. It represents the

beaver, and must probably be explained as
the animal cut in two. The symbols, — the
large incisors and a scaly tail, — appear here
as in all other representations of the beaver,
but the lower extremities have been omitted.
It might seem that this design could be
explained as well as a front view of the animal,
but the deep depression between the two eyes
is not in favor of this assumption. The head
consists undoubtedly of two profiles, which
join at the nose and mouth; but the cut has
not been continued to the tail, which remains
intact.

Figure 1.23 is one of a pair of leggings
embroidered with quills on a picce of leather.
The design, which represents the sea-monster,
must also be explained as a representation of
the animal split along its lower side, and flat-
tened. In the lower portion of the legging the
two profiles are seen, which are joined on a
level with the eyes, while the two mouths are
separated. The nostrils are shown in the small
triangle below the line connecting the two eyes.
Owing to the shape of the legging, the arms are
not attached to the body, but to the upper part
of the head. They appear at the right and left
borders of the legging, and are turned inward
along the lower jaws, the three-toed paws
touching the lower border. The fins, which
are supposed to grow out of the upper part of
the arms, adjoin the elbows, and are turned
upward. Another pair of fins, which do not
appear in most representations of this monster,
are attached to the upper part of the back, and
form the two flaps to the right and left of the
upper margin. On the back we see a series of
circles, which probably represent the dorsal
fin. The tail occupies the centre of the upper
margin. The smaller ornaments in the outside
corners of the head, adjoining the mouth, prob-
ably represent the gills.

In the following figures we find a new cut
applied. Figures 1.24 and 1.25 represent the
shark. T explained, when discussing the sym-
bols of the shark, that in the front view of the
animal the symbols are shown to best advan-
tage. For this reason side views of the face of
the shark are avoided, and in representing the
whole animal a cut is made from the back to
the lower side, and the two sides are unfolded,
leaving the head in front view.

The painting (figure 1.24) has been made in
this manner, the two halves of the body being
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Figure 1.21 Painted legging with design repre-
senting a beaver sitting on a man’s head, Haida

entirely separated from each other, and folded
to the right and to the left. The heterocerc tail
is cut in halves, and is shown at each end
turned downward. The pectoral fins are un-
duly enlarged, in order to fill the vacant space
under the head.

Figure 1.22 Gambling-leather with engraved de-
sign representing a beaver, Tlingit

The shark which is shown in figure 1.25 is
treated in a slightly different manner. Again the
head is left intact. The cut is made from back
to chest, but the two halves of the animal are
not separated. They cohere at the chest, and
are unfolded in this manner, so that the pec-
toral fins and dorsal fins appear to the right
and left of the body. The heterocerc tail is not
clearly indicated in this specimen.

The method of section applied in figure 1.26
is still different. The figure represents a paint-
ing on the border of a large skin blanket. The
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Figure 1.23 Embroidered legging representing a
sea-monster with a bear’s head and body of a

killer-whale, Haida

animal here represented is the killer-whale.
The upper painting clearly represents the pro-
file of the animal. The lower painting repre-
sents the other profile, so that both the right
and the left halves are visible. Since there was
no room for showing the dorsal fin on the
lower painting, it is indicated by a curved line
on one of the series of wider fringes at the

lower border. It is remarkable that the tails in
the two halves of the animal are not drawn
symmetrically; but it is possible that this is
due to a mistake on the part of the painter,
because the design is repeated on the opposite
border of the blanket in the same manner, but
with symmetrical tails. The two halves of the
body differ in details, but their main features
are identical. The flipper is shown on a very
large scale. It is attached immediately behind
the head, and extends to a point near the tail.
Its principal part is occupied by a face, in front
of which an eye is shown. [...]

Figure 1.27 is a copy of a painting on the
front of a box, made on paper with colored
crayons by a Haida Indian named Wiha. It
represents a frog. By far the greater portion
of the box-front is occupied by the head of
the animal, which, according to what was
said before, must be considered as consisting
of two adjoining profiles. The symbol of the
frog’s hecad is its toothless mouth. The two
black portions cxtending downward from the
lower corners of the face are two halves of the
body. To these are joined the fore paws, which
occupy the space below the mouth; the upper
arm and fore arm being turned inward, the
fore feet being turned outward under the
arm. The hind legs occupy the lateral field on
both sides of the head. They arc not connected
in any way with the body of the animal.

In figurc 1.28 we find a novel representation
of the killer-whale, which was given to me as
illustrating the painting on a house of the Kwa-

Figure 1.24 Painting representing a dog-fish, Haida
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Tigure 1.25 Slate dish design representing a
shark, Haida
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kiutl Indians. The sections that have been used
here are quite complicated. First of all, the
animal has been split along its whole back
towards the front. The two profiles of the
head have been joined, as described before.
The painting on each side of the mouth repre-
sent gills, thus indicating that a water-animal is
meant. The dorsal fin, which according to the
methods described heretofore would appear
on both sides of the body, has been cut off
from the back before the animal was split,
and appears now placed over the junction of
the two profiles of the head. The flippers are
laid along the two sides of the body with which
they cohere only at one point each. The two
halves of the tail have been twisted outward so
that the lower part of the figure forms a
straight line. This is done in order to fit it
over the square door of the house.

2 .|I|'"-l'|£‘|!!l"~|1[

Figure 1.27 Painting for a box fromt, design representing a frog, Haida
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Figure 1.28 Painting for a house-front, design
representing a killer-whale, Kwakiutl

In figure 1.29 the same animal has been
treated in still a different manner. The figure
illustrates also the painting from a house-front
of the Kwakiutl Indians. The central parts of
the painting are the two profiles of the head of
the killer-whale. The notch in the lower jaw
indicates that it also has been cut, and joined in
its central part. The cut on the upper part of
the face has been carried down to the upper
lip. The body has disappeared entirely. The cut
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of the head has, however, been carried along
backward the whole length of the body as far
as the root of the tail, which latter has been cut
off, and appears over the junction of the two
profiles of the head. The dorsal fin has been
split, and the two halves are joined to the
upper part of the head, from which they ex-
tend upward and outward. Immediately below
them the two halves of the blow-hole are indi-
cated by two small faces, the upper parts of
which bear a semicircle each. The flippers are
attached to the lower corners of the face. The
painting on the face next to the mouth repre-
sents gills.

[---]

We will turn now to the purely formal side
of the treatment of the decorative field. There
is a tendency to cover the entire surface with
design elements. Vacant places are avoided.
When the surface of the object represented
has no features that lend themselves to decora-
tive development, the artist resorts to devices
that enable him to fill the surface with pat-
terns. On totem poles the bodies of the animals
represented occupy considerable space. The
monotony of the surface is broken by placing
the forelegs and hindlegs across the front of the
body, by turning up the tail in front, and by
adding small animal figures.

Far more important is the application of a
great variety of decorative elements, all of
which consist of curved lines. The Indians
have a decided disinclination to apply equidis-
tant curves. In all work of the better class the

T
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Figure 1.29 Painting for a house-front with design representing a killer-whale, Kwakiutl
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lines are so arranged that more or less crescent
shaped surfaces result, or that narrow, curved
areas, wide in the middle, narrower at the
ends, are formed.

The most striking decorative form which is
used almost everywhere, consists of a round or
oval field, the “eye design”. This pattern is
commonly so placed that it corresponds to
the location of a joint. In the present stage of
the art, the oval is used particularly as shoul-
der, hip, wrist, and ankle joint, and as a joint at
the base of the tail and of the dorsal fin of the
whale. It is considered as a cross section of
the ball and socket joint; the outer circle the
socket, the inner the ball. Often the oval is
developed in the form of a face: either as a
full face or a profile.

The general disposition of this design dem-
onstrates that the explanation is not by any
means always tenable. Thus in the blanker,

figure 1.30, the eye pattern in the two lower
corners has no connection with a joint. In this
position, in the mouth of an animal, it is some-
times described as food. The two profile faces
higher up on the side of the same blanket, are
obviously fillers. They might be replaced by
“eye designs”.
[-..]

The most characteristic filler, next to the eye,
is a double curve, which is used to fill angular
and round fields that rise over a strongly or
gently curved line. Many fillers of this type
have a dark colored band at the upper end,
generally rounded in paintings or carvings,
square in blankets (sec figure 1.31, lower lateral
design on central panel; the tail patterns, fig-
ure 1.32). In the blankets the angular form is
perhaps due to the technique in weaving, al-
though the frequent eye designs prove that
round forms are not impossible. On blankets

Figure 1.30 Chilkat blanker

Figure 1.31 Chilkat blanket
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Figure 1.32 Styles of tails: above bird; below sea mammals

the heavy upper line is often drawn out into a
tip (figure 1.33, over the “goggle” design on the
side of the central panel). Examples of these
forms have been collected by Lieutenant
Emmons who states that the Tlingit call them

“the wing-feather of red-winged flicker” (figure
1.34). The use of the pointed form of this design
for a bird feather agrees with the theoretical
claim of the Kwakiutl but obviously the explan-
ation does not always fit the meaning of the

Figure 1.33 Chilkat blanket
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Figure 1.34 Design clements from Tlingit blan-
kets

pattern as a whole, as is shown by the killer-
whale design figure 1.30 or the whale design
figure 1.33.

[...]

Our consideration of the fixed formal elem-
ents found in this art prove that the principles
of geometric ornamental form may be recog-
nized even in this highly developed symbolic
art; and that it is not possible to assign to cach
and every element that is derived from animal
motives a significant function, but that many
of them are employed regardless of meaning,
and used for purely ornamental purposes.

The symbolic decoration is governed by rig-
orous formal principles. It appears that what
we have called for the sake of convenience
dissection and distortion of animal forms, is,
in many cases, a fitting of animal motives into
fixed ornamental patterns. We infer from a
study of form and interpretation that there
are certain purely geometric elements that
have been utilized in the symbolic representa-
tion. Most important among these are the

double curve which appears always as a filler
in an oval field with flat base, and the slit
which serves to separate distinct curves. The
typical eye design is presumably related to the
circle and dot and may have developed from
the double tendency of associating geometrical
motives with animal forms and of the other, of
standardizing forms derived from animal mo-
tives as ornamental elements.

This art style can be fully understood only as
an integral part of the structure of Northwest
coast culture. The fundamental idea under-
lying the thoughts, feelings, and activities of
these tribes is the value of rank which gives
title to the use of privileges, most of which find
expression in artistic activities or in the use of
art forms. Rank and social position bestow the
privilege to use certain animal figures as paint-
ings or carvings on the house front, on totem
poles, on masks and on the utensils of every
day life. Rank and social position give the right
to tell certain tales referring to ancestral ex-
ploits; they determine the songs which may be
sung. There are other obligations and privil-
cges related to rank and social position, but the
most outstanding feature is the intimate asso-
ciation between social standing and art forms.
A similar relation, although not guite so intim-
ate, prevails in the relation of religious activ-
ities and manifestations of art. It is as though
the heraldic idea had taken hold of the whole
life and had permeated it with the feeling that
social standing must be expressed at every step
by heraldry which, however, is not confined to
space forms alone but extends over literary,
musical and dramatic expression. Who can
tell whether the association berween social
standing and the use of certain animal forms,
— that is the totemic aspect of social life, - has
given the prime impetus to the art development
or whether the art impetus has developed and
enriched totemic life? Our observations make
it seem plausible that the particular symbolic
development of art would not have occurred, if
the totemic ideas had been absent and that we
are dealing with the gradual intrusion of ever
fuller animal motives into a well established
conventionalized art. On the other hand it
seems quite certain that the exuberance of to-
temic form has been stimulated by the value
given to the art form. We may observe among
all the tribes that high chiefs claim highly spe-
cialized art forms that are built up on the
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general background of totemic representation.
In she south, there is clcas eviderce of the late
exuberant development of rthe totemie, or per-
haps berter, crest idea, owing to the strong
endeavar to raisc by the possession of arr
forms the standirg of the social units to

which the individusl belongs. The mulnplicisy
of forms among the numeraus small divisions
of the Kwakiutl and the sporadic appeararce
of animal forms among the adjoining Salish
are ample proo? of these relations.



